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HE  Photographs  herein  described  merely  serve  to 
illustrate  a  few  of  the  works  of  some  of  the  Art 
Masters  of  the  great  Renaissance  in  Italy;  while, 
for  the  purpose  of  comparison,  some  from  the  best  known 
antique  sculptures  have  been  given.  Photographs  of  works  in 
silver  and  other  materials  have  also  been  added,  to  illustrate 
the  technical  perfection  of  the  artist- workmen,  and  the  loving 
care  with  which  all  work  was  executed. 

From  the  Fourth  Century  the  sculptor’s  art  fell  to  its  lowest 
ebb.  It  had  no  ideals  ;  the  old  gods  were  gone,  and  the 
vitalizing  influence  of  the  new  Faith  had  not  yet  had  its  effect. 
The  sarcophagi,  which  here  and  there  had  scenes  from  the 
life  of  Christ,  where  they  happened,  were  only  with  reference 
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to  His  miracles  and  His  beneficence  ;  the  more  human  side  of 
His  sufferings  was  omitted. 

In  the  sixth  century  the  influence  of  Byzantium  was  still 
powerful.  A  new  style  was  developed,  as  may  be  seen  at 
Ravenna,  but  in  this  there  seems  to  lurk  some  flavour  of  the 
East — the  birds  and  traceries  having  a  distinct  relation  to  the 
decorative  arts  of  Persia ;  the  more  so  from  the  fact  that 
subjects  in  relief  are  hardly  seen  at  all.  In  fact,  it  is 
difficult  not  to  see  the  strong  influence  of  the  East  in  the 
best  decorative  work  of  Byzantium  in  the  fifth  and  sixth 
centuries.  The  curious  subjection  under  which  the  decorator, 
sculptor  or  goldsmith  worked,  with  relation  to  the  figures  he 
produced,  made  a  certain  similarity  in  all  work.  The  Eastern 
Church  had  fixed  that  Christ  should  be  represented  without 
beauty  or  idealization,  and  each  saint  and  every  sacred  figure 
had  to  be  produced  in  certain  fixed  colours,  draperies,  and 
type  of  face.  With  such  restrictions  the  artist  was  hemmed 
in,  the  method  had  to  be  the  same,  whether  for  a  gorgeous 
mosaic  ceiling,  or  an  illuminated  MS.,  having  little  or  no 
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relation  to  the  materials  in  which  they  were  executed.  The 
most  magnificent  example  of  this  period  of  decorative  art  and 
its  limitations,  is  the  Pala  d’Oro  in  St.  Mark’s,  Venice ;  it  is 
said  to  have  been  brought  from  Constantinople  (Byzantium) 
in  1105. 

Another  most  splendid  specimen  of  even  earlier  date  than 
the  one  quoted,  is  the  gold  and  silver  altar  of  Sant’  Ambrogio 
at  Milan.  It  resembles  much,  in  character  and  design,  the 
Pala  d’Oro,  and  was  a  gift  to  the  Church  from  Archbishop 
Angilbert  II  in  the  year  836. 

As  a  direct  contrast  to  this  formalism  is  that  splendid 
example  of  the  goldsmiths’  and  sculptors’-  art  shown  in  the 
Museum  of  the  Duomo  of  Florence,  and  known  as  the  Shrine 
of  St.  John.  It  was  begun  early  in  the  fourteenth  century 
and  not  completed  until  after  1477  ;  a  large  number  of  the 
greatest  artists  working  upon  it  in  succession,  including 
Pollaiuolo,  Verrocchio,  Ghiberti,  etc.  It  is  adorned  with  repousse 
work  on  panels  in  relief,  richly  crocketted  canopies  and  small 
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statuettes,  while  colour  is  added  by  the  use  of  translucent 
enamels. 

The  almost  archaic  character  of  the  Italian  sculptural  art 
previous  to  the  thirteenth  century,  is  shown  most  clearly  by 
some  of  the  decorations  of  the  Cathedral  of  Parma,  which  were 
the  work  of  Benedetto  Antelami,  poor  indeed  was  the  art 
at  this  period.  The  various  transitions  are  very  clearly  shown 
from  the  Byzantine  influence,  seen  on  the  doors  of  the  Cathedral 
of  Monreale  in  Sicily ;  and  the  successive  transitions  are 
effectively  illustrated  in  the  fine  photographs  herein  of  the 
doors  in  the  Cathedral  at  Pisa,  and  those  of  the  Baptistery  at 
Florence. 

It  is  a  curious  question  whether  the  effect  of  environment 
makes  the  change  in  the  spiritual  or  artistic  universe,  or  whether 
the  sudden  growth  of  either  produces  a  change  in  environment. 
Although  in  the  mere  physical  world  there  can  be  no  question 
that  it  is  environment  that  transforms,  there  can  be  little 
question  that,  in  the  spiritual  and  artistic,  the  growth  of  a 
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particular  and  superior  form  of  thought  or  art  (apparently  a 
purely  spontaneous  generation)  affects  all  its  surroundings  for  a 
considerable  period. 

The  influence  of  great  preachers  and  prophets  of  religion, 
or  political  chiefs,  requires  no  particularization.  At  times,  in  the 
Arts,  schools  have  arisen  with  no  apparent  cause,  as  for  example 
— to  quote  a  minor  one — that  of  Norwich.  Such  a  man  as 
N.  Pisano,  suddenly  shaking  himself  free  from  the  trammels 
laid  upon  the  artist  of  the  day,  and  the  influences  surrounding 
him,  cuts  himself  adrift  from  precedent,  and  bursts  into  a  new 
and  beautiful  exposition  of  human  skill  and  feeling.  The  effect  is 
immediate,  and  a  number  of  congenial  geniuses,  contemporaneous 
and  following,  are  infected  by  his  thought  and  method,  and  the 
great  Renaissance  uprose. 

It  was  from  the  fixed  laws  of  procedure  in  the  Arts 
that  Pisano  rebelled,  and  his  influence  was  the  direct  cause 
of  the  revivification  of  ideals  and  beauty.  These,  of  course, 
passed  through  their  requisite  courses  of  simplicity  and  direct- 
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ness  to  the  allegorical  period,  and  then,  by  a  rapid  stride,  to  the 
idealism  of  the  human  form. 

From  this  point,  as  always,  merely  human  sensation,  without 
faith  or  idealism,  was  the  object  of  the  artist,  and  he  fell  to 
rise  in  a  faint  and  emasculate  revival  in  the  schools  of  Canova 
and  Thorwaldsen,  and,  in  our  own  time — to  show  another  weak 
but  meteoric  display  —  in  Carpeaux  and  Gilbert,  in  Rodin 
and  Watts. 

The  sculptors  of  Italy,  up  to  the  thirteenth  century,  were 
inferior  to  those  of  the  North  Countries,  and  were  merely 
adaptors  and  even  copyists  of  the  Byzantine.  With  the  middle 
of  the  thirteenth  century,  this  condition  at  once  improved, 
and  then  and  during  the  fourteenth,  fifteenth  and  sixteenth 
centuries,  Florence,  and  the  cities  near,  were  the  centres 
from  which  came  the  artists  who  revived  the  glories  of 
Greek  sculpture. 

-^Previous  to  the  thirteenth  century,  sculpture  when  applied 
as  ornament  formed  no  part  of  the  architecture.  The  architect 
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stood  first,  and  the  decorator  followed :  the  two  were  not  of  the 
same  growth. 

The  sporadic  character  in  such  a  Renaissance  is  always 
remarkable,  but  this  particular  one  is  marvellous  from  the 
number  of  great  artists  born  in  and  with  it;  the  wonderful  way 
the  work  was  encouraged ;  and  for  its  absolute  and  complete 
exhaustion  towards  the  third  quarter  of  the  sixteenth  century — 
only  one  of  the  great  men  (Gian  de  Bologna)  living  into  the 
seventeenth. 

L.  M. 


Note. — The  pages  and  numbers  refer  to  the  Catalogue  of  the 
National  Museum ,  Florence.  ' 
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The  Pala  d’  Oro.  In  the  Basilica  of  S.  Mark’s,  Venice.  (Byzantine 
period.) 
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( Ed.“*  Alinari  P.' I.  N.' 12930.  VENEZIA  Basilica  di  San  Marco.  La  Pala  d’oro.  (.Dell’epoca  Bizantina.) 


Front  of  the  High  Altar  in  the  Basilica  of  S.  Ambrogio,  Milan. 
Attributed  to  Wulvinio. 
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(Ed.”  Alinari)  P.*  I.*  N.”  14156.  MILANO  -  Basilica  di  S.  Ambrogio.  Fronte  della  Mensa  dell’ Altare  Maggiore  in  oro  con  smalti.  i  Attribuito  all  Orafo  Wulvini 
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LORENZO  GHIBERTI,  1378-1455..  Bronze  Door  of  the  Baptistry 
at  Florence. 


Statue  of  St.  Bernardo,  in  non-enamelled  ware.  Of  the  School  of 
Della  Robbia.  In  the  Church  of  St.  Croce,  Florence. 


582  V  FIRENZE.  fChiesa  di  S.  Croce).  S.  Bernardo,  terra  invetriata:  scuola  riei  Della  Robbia 
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LORENZO  GHIBERTI,  1378-1455.  The  Bronze  Northern  Door 
of  the  Baptistry  at  Florence. 
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(Ed.**  Alinari)  P.*  I.*  N.°  1833.  FIRENZE  -  Battistero.  Porta  in  bronzo  al  Nord.  i  Lorenzo  Ghiberti.) 


A.  PISANO.  Bronze  Southern  Door  of  the  Baptistry  at  Florence. 
The  Frieze,  by  L.  and  V.  Ghiberti. 


(Ed  Alinari  P.  I.  N.  1809.  FIRENZE  Battistero.  La  Porta  in  bronzo  al  Sud.  (A.  Pisano,  il  Fregio  e  di  Lorenzo  e  Vittorio  Ghiberti. 
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GIAN  DE  BOLOGNA,  1524-1608.  Left  hand  door  of  the  Cathedral 
of  Pisa. 
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GIAN  DE  BOLOGNA,  1524-1608.  Principal  door  of  the  Cathedral 
of  Pisa. 
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3396.  PISA  -  Porta  principal  della  Cattedrale;  Gian  Bologna. 
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GIAN  DE  BOLOGNA,  1524-1608.  Door  of  the  Cathedral  of  Pisa. 
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Monreale,  Sicily.  Door  of  the  Cathedral.  Bronze,  9tli  century. 
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BENEDETTO  ANTELLAMI.  Lunette  of  a  Door  in  the  Baptistry 
of  Parma.  12th  century. 


AKoafi)  P  l  ‘N''  l5454'  PARMA  -Battistero.  Lunetta  della  Porta  di  fianco  con  G.  Cristo  ed  altri  soggetti.  (Benedetto  Antellam,. 
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BENEDETTO  ANTELLAMI.  The  Deposition  from  the  Cross.  A 
portion  of  the  ornament  of  the  Cathedral  of  Parma.  12th  century. 


Altar  Front  in  silver,  with  the  story  of  the  life  of  St.  John  the 
Baptist.  By  various  artists,  including  Verrocchio,  Pollaiuolo,  etc. 
(' Opera  del  Duomo  Museum.) 

Altar  Cross,  in  silver.  By  Pollaiuolo,  Milano  Dei,  and  Betto 
Betti. 
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Page  451.  No.  74.  ANDREA  DELLA  ROBBIA,  1435-1525 
Virgin  and  Son,  the  latter  carries  his  left  hand  to  his  mouth,  and  his 
right  rests  on  his  Mother’s  neck.  At  base  hammer,  trowel,  axe  and 
plummet. 


Page  441.  No.  25.  GIOVANNI  DELLA  ROBBIA,  1469-1529. 
The  Manger.  The  Child  Christ,  with  the  Virgin  praying  beside  Him. 
St.  Joseph  leaning  upon  his  staff,  and  also  St.  John  standing  with 
folded  arms.  An  ass,  ox,  tiny  cottage,  with  shepherd  and  ewe.  Above, 
angels,  shepherds  and  Cod  the  Father.  Upon  steps  the  adoring  Magi  : 
Inscription,  “  Hoc  opus  fecit  Pieri  Philippus,  &c.  Ano.  Dni.  m.d.xxi. 
Puer  natus  est  nobis.” 


H639  -  FIRENZE  II  Preaepio  -  Giovanni  della  Robbia  -  Museo  Nazionale  -  Anderson,  Roma 


Page  440.  No.  23.  ANDREA  DELLA  ROBBIA,  1435-1525. 
Virgin  with  crown,  held  by  two  hands  over  her. 


yn41  -  FIRENZE -La  Vergine  che  adora  il  Bambino  -  Scuola  di  Luca  della  Robbia  -  Museo  Nazionale- Anriers.u,  Rc ,, 
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Page  447.  No.  47.  GIOVANNI  DELLA  ROBBIA,  1469-1529. 
The  Virgin  Mary  in  the  act  of  adoring  the  Child  Jesus.  Behind  her, 
on  bended  knee,  is  John  the  Baptist ;  above,  at  each  side  of  the  Virgin, 
two  cherubim  with  winged  heads  ;  and  over  all  the  symbolic  dove. 
White  figures  on  a  coloured  landscape  background.  Early  part  of  the 
16th  century.  ( From  the  Riccardi  Palace .) 
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9488.  FIRENZE  -  Museo  Nazionale  -  La  Vergine  che  adora  il  bambino  Gesii;  ,  ,vanni  della  Robbi.  Ecliz ,  Brogi) 


LUCA  DELLA  ROBBIA,  1400-1482.  Font  in  tlie  Sacristry  of 
the  church  of  S.  Maria  Novella. 


LUCA  DELLA  ROBBIA,  1400-1482.  The  Virgin  and  Child. 
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LUCA  DELLA  ROBBIA,  1400-1482.  Terra-cotta  plaque. 
Resurrection.  In  the  Cathedral,  Florence. 
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LUCA  DELLA  ROBBIA,  1400-1482.  Enamelled  terra-cotta  repre¬ 
senting-  the  Ascension  of  the  Saviour.  In  the  Cathedral,  Florence. 


(  Ed."  Alinarii  P.'  I.'  N.  1973.  FIRENZE  -  Cattedrale.  L’ Ascensione  del  Redentore.  Luca  della  Robbia 


ANDREA  DELLA  ROBBIA,  1435-1525.  Ornament  in  enamelled 
terra-cotta  of  one  of  the  spandrils  of  the  Loggia  of  the  Hospital  of 


the  Innocents. 
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Choir  Gallery  or  Cantoria. 


LUCA  DELLA  ROBBIA,  1400-1482. 

(. Museum  of  the  Opera  del  Duomo.) 


Page  412.  No.  164.  Unknown  Florentine  artist.  Charles  VIII, 
King  of  France,  with  long  straight  locks,  short  beard  and  a  cap.  Terra¬ 
cotta  bust. 
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Page  39.  No.  15.  MICHAEL  ANGELO  BUONARROTI,  1475- 
1564.  Adonis  dying,  the  boar  under  his  legs.  Marble  statue,  taken 
from  the  Poggio  Villa  and  placed  in  the  Royal  Gallery  in  1780. 
Removed  to  the  N.  Museum  in  Florence  in  1873. 


I  I H  KNZE  Adune  morente  Michelangelo  -  Musuo  Nazionale  -  Au  i.  :».m,  Ro.u. 
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Page  38.  No.  14.  BACCIO  BANDINELLI,  1493-1560.  Adam 
and  Eve.  Marble  group.  Though  not  meriting  the  vituperative  sarcasm 
which  most  of  Baccio’s  works  received,  in  the  scathing  contemporaneous 
commentary  that,  as  Adam  and  Eve  had  deserved  to  be  cast  out  of 
Paradise,  this  work  merited  ecclesiastical  excommunication,  it  cannot 
be  denied  that  it  partakes  of  a  certain  if  somewhat  uncouth  grace. 
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Page  81.  No.  2)4  ANDREA  RICCIO, ,1470-1532.  A  seated 
Satyr,  with  a  shell  upon  the  right  shoulder  and  a  small  urn  in  the 
cavity  of  left  arm,  may  have  served  for  .  an  inkstand,  and  the  shell 

for  a  lamp.  Bronze. 
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Ed.  Alinan)  P.  I.*  N.  2798.  FIRENZE  -  R .  Museo  Nazionale.  Collczione  Carrattd.  L’  Abbondanza.  (Andrea  Briosco  detto  il  Riccio.) 
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Page  81. 


No.  212;  ANDREA  RICCIO,  1470-1532.  A  seated 
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Satyr,  with  a  shell  upon  the  right  shoulder  and  a  small  urn  in  the 

/ 

cavity  of  left  arm/  may  have  served  for  an  inkstand,  and  the  shell 
for  a  lamp.  Bronze. 
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Page  409.  No.  153.  BENEDETTO  DA  MAIANO,  1442-1497. 
Marble  bust  of  Pietro  Mellini,  with  inscription  “  Benedictus  Maianus 
fecit  (1474).”  Acquired  from  Luigi  Ricceri  in  1825. 
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Page  409.  No.  153.  BENEDETTO  DA  MAIANO,  1442-1497. 
Marble  bust  of  Pietro  Mellini,  with  inscription  “  Beneclictus  Maianus 
fecit  (1474).”  Acquired  from  Luigi  Ricceri  in  1825. 
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Ed.  '  Alinari i  P.  I.*  N. '  2739.  FIRENZE  -  R.  Museo  Nazionale.  Pietro  Mellini.  (Benedetto  da  Maiano.) 
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